example, he points out how park superintendent Miner Tillotson fashioned much of the NPS imprint on the canyon but could not stop lightning from causing a tree to fall on his car. In another example, he notes how Charles Russell tried and failed to film a boat trip down the canyon in a vessel called the Titanic II. Lago paints a vivid picture of the Grand Canyon and human attempts to make sense of it. In doing so, he delivers a wellrounded and accessible book that should appeal to general readers as well as scholars interested in gaining a greater understanding of the canyon.
The Ludlow Massacre climaxed the 1913-1914 southern Colorado coal strike, drawing national attention largely because two women and twelve children were among the dead. But others died throughout the strike and its violent aftermath. Nor was Ludlow uniquely violent among U.S. labor conflicts, even in claiming children. Nonetheless, most histories have focused on the massacre and on conditions in the mines and company towns before the strike.
Making Like a growing number of scholarly works and art exhibitions, Stephanie Lewthwaite's A Contested Art considers Latino artistic production before and outside the frame of the civil rights and social movements of the 1960s. Furthermore, rather than situating this artistic production within a singular context, Lewthwaite places New Mexican artists in conversation with the legacies of colonial art, Euro-American patronage, the rise of art colonies in the state, and the history and aesthetics of modernism. By considering "the fundamentally important connection between intercultural encounter, regional modernism, and critical aesthetic practice," she provides new, provocative ways of understanding and evaluating the significance of Hispano cultural production in New Mexico (p. 4). While establishing a framework that might be applied to other regions, her focus on New Mexico is also a notable art historical intervention, as this region has received relatively scant attention in the scholarship on Latino art.
As Lewthwaite cogently explains in the book's first section, Hispano artists in New Mexico have been trapped within a paradox: their work has often been dismissed as primitive, while these same qualities are cited as a crucial inspiration for non-Hispano modernists like Georgia O'Keefe, Edward Weston, and Martha Graham. Within this formulation, Hispanos remain timeless and static, their artwork only legible as an affirmation of or departure from forms and aesthetics deemed "traditional." Lewthwaite's book thus directly challenges an art historical lens that ignores Hispano artworks regarded as either insufficiently Hispano or somehow derivative in their engagement with modernity or that likewise refuses to situate them within the history of twentieth-century modernism.
The book's second section further problematizes this perspective by examining the careers of individual artists working in various media: sculptor Patrocinio Barela, photographer John Candelario, and painters Edward Ch avez and Margaret Herrera Ch avez. In the case of Barela, Lewthwaite pushes against the institutional framing of his work as naïve or primitive folk art to instead argue that "modernism must be viewed on different terms, as expressing not simply a new formalist language as part of a committed rejection of existing artistic norms, but a new perception or sensibility of being modern in a modern world" (p. 92). Conversely, she proposes that Candelario's work, while frequently situated within the history of modern photography, reveals a "transcultural agency" that better allows us to grasp the significance of his work (p. 137). As all of the case studies demonstrate, A Contested Art is not concerned with merely inserting Hispano artists into the history of modernism but rather proposing a revised conception of modernism that might produce a more inclusive and varied understanding of twentieth-century American art history.
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